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1My sincere appreciation is extended to all who assisted
me in this journey -- this search for, not only effective,
artistic vehicles of expression for my experience of light in
the landscape, but also a search for clarification, and
personal acceptance of my aesthetics, idealogies and
spirituality.
Thank you dear friends and guides!
We are happy when the head and heart and hand
keep an even pace with one another. . . .
. . . The only true source of art is our hearts,
the language of pure childlike feeling. Any work of
art that has not sprung from this well can only be
artificial. Every genuine work of art is concieved
in a hallowed moment and born in a happy moment,
often unknown to the artist, from an inner urge of
the heart.
A number of people were scratching their heads,
bewildered by the serenity coming from the canvases and pastels
I was working on during a time of intense personal crisis. I
myself, occasionally wondered at this, since it was brought to
my attention that I was "certainly escaping from the reality of
my life experience rather than incorporating into my art the
turmoil in my
life." Yet the landscapes kept coming,
accompanied by an enthusiasm unequaled by any other endeavors
in my life, and those who have known me well for many years
were not at all puzzled by the images appearing on my easel.
I have allowed myself a period of relaxation and reflection
following the completion of works for my thesis show. I was, in
all respects, exhausted from the combination of six years of
school requirements, creative endeavor, financial hardship,
(Wo
p. 19
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3philosophical and aesthetic questioning, divorce, personal
relationships and family illness. And now, although I cannot
claim to be completely recovered from these events, I have been
able to view and understand much of the motivating force behind
the art which manifested through this time.
This art is a validation of my strongest convictions and
my most personal experiences with life the moments of
stillness in the heart which allowed the grandness of life to
be revealed.
In an age where we have seen art which parallels Freudian
thought and attempts to understand life as merely a series of
psychological events, I have been far more interested in
understanding the side of life which sustains us with harmony,
balance, freedom, music and light. The light in the landscape
is not only the atmospheric effects through which the solar
rays touch our physical universe, but also the light which
illuminates our innermost being with a glimpse of the eternal.
I am singing the same song in these paintings that I sang
while raising my two sons in the hills of the beautiful New
York southern tier. This is a song about observing the dynamics
of life as it presents itself in the natural world. It is a
song about respect for the principles of harmony, balance and
freedom. And while it may appear to be a romantic song of
idealism, nature itself reveals to us the profound success
inherent in the utilization of these principles.
These landscapes are not only a reflection of my most
intense moments of inner vision, but are also a conscious
effort to integrate this experience with life. Painting gives
substance to feeling and offers a clearer more direct, more
embracing vision of the reality it represents. It must have an
internal meaning and resonance.
There are some authors who want to write a whole book
just to say one sentence, just as there are painters who must
include every detail in an attempt to express a concept. My
paintings reflect my most natural approach to life one which
is direct and simply stated. They reduce the natural forms of
the landscape nearly to abstraction, eliminating superflous
detail and allowing the richness of the inner vision and the
light to dominate.
I prefer not to categorize my way of painting, for it
appears to include characteristics of a number of different
schools and styles. It can be described as Synthetist because
5of its formal simplifications and concentrations, or Symbolist
because of its close identification of visual form and
invisible content. It is subjectively naturalistic in approach,
and is related to the American Luminists with its
horizontality, luminescence and stillness.
While the paintings by the Luminists in nineteenth
century America come closest to expressing the light as I see
it, I made no conscious effort to employ their methods in my
work. My intention was to rely entirely on an unconscious
collection of visions, allowing them to emerge in my work
without formulae and allowing them to reveal a totally personal
aesthetic. My pastel paintings are compatible with the Luminist
principles regarding the division of space, stacking of planes,
horizontality, hard-edged shapes, and smaller size, but the
foremost deciding factor in determining the qualities of
Luminism is the non-presence of the artist's stroke, according
p
to Barbara Novak. I made no effort to suppress the visibility
of the strokes of the pastel or the brush, and, in fact,
eventually applied the paint in thick gestural passages
John Wilmerding, American Light (Washington: National
Gallery of Art, 1980), Barbara flovaK, un Defining Luminism,
p. 25
on the canvas, searching for light within the heavy texture. My
aesthetic in these paintings also concerns expanding the sense
of the visible image by suggesting it as merely a segment of a
larger whole, stretching to a full 360 degrees. The light I am
interested in is that which suggests the "whole," and, as the
Luminist's observed, the two go hand in hand. The strong
horizontality in particular, assists in producing this effect.
Are these paintings merely picturesque? That was not my
intention. However, I am not disregarding the art of the
picturesque, for many a soul has been lifted as a result of
contemplating the beauty of the picturesque, and what is art if
not that which opens and moves the consciousness? My intention
with these paintings was to discover the hidden qualities of
light through experimentation with metallic mediums and
texture, and to take my paintings a step beyond the picturesque
to a representation of the vision I obtain from internalizing
and simplifing the beauty of the external view.
The presence of water in most of my paintings becomes the
vehicle for reflecting and thus expanding the experience of
light. Water also serves to effectively express the mood. A
solid body of unbroken color suggests stillness, and stillness
7allows us a crystalline view of that which is reflected. An
article appearing in the ART-UNION (London) in 1844 states:
The horizon of water is a fine thing in
itself, and never fails, with the contemplative,
of ordering up vast associations, and amongst
them those of eternal duration, repose, latent
power and danger. . A
What is the danger in the midst of this calm? It is, of
course, change. At any moment life may turn around and become
the complete antithesis to beauty, calmness and quiet
knowingness. Yet disturbances do subside and eventually allow
the underlying
"beingness" to reign once again.
There is a quality in my art which is akin to Chinese
landscape painting. I have not included any indications of
man's intrusion on nature's precarious balance, either as man's
domination of nature or nature's control over man. Although
the division of space and the color contrasts resemble many of
Martin Johnson Heade's works, there are no haystacks. The
stillness and the color clarity resemble Caspar David
Priedrich's work, which was closely related to the Luminist's,
^ John Wilmerding, American Art (Hammondsworth, England
and New York: Penguin Books), Design "and Measurement in
Luminist Art by Lisa Fellows Andrus . p. 46.
8however there are no melancholic figures or abandoned churches.
Unlike the Romanticists, I am not turning nature into
what I want it to be, but rather, I am seeking the truth of
nature as it is. While both are introspective, my paintings
reflect a solitude which is not lonely. Tranquility dominates
as a result of my acceptance and understanding of a natural
light, beauty and order in life which is the essence of nature
and the essence of myself, as soul.
The Process
My search for the light led me to experimentation with
metallic mediums. The American Luminist's had come closest to
my personal experience of landscape light, however, I desired a
surface texture which would add another dimension to the image.
I had at last broken free of any limitations I had acquired
concerning the use of conventional mediums, and although I
respect the Luminist's philosophy of eliminating the artist's
presence by avoiding the use of a stylized application of
paint, I chose to allow a freedom of expression with the pastel
application, dictated only by the personal dialogue which
emerged between the work and my internal response to each
image.
My first pieces were small studies on black Arche's
Cover. I attached each
11" by
15"
piece of torn paper to my
drawing board with masking tape, allowing, upon removal of
the
tape, a one-half inch border of plain
paper to each piece. I
wanted the complete work to be visible for presentation, and
this technique provided a perfect
complement to the images in a
floating presentation. I found, to my surprise, an
application
of pastel emerging which was
quite different from the way I had
10
Fig. 1. Pastel
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been using pastel for a number of years. Rather than using
multiple colored layers of linear strokes with soft edged
images, I was filling in large, defined areas with a more solid
color, sometimes layered with different colors of the same
value and sometimes not, however the visibility of the linear
strokes was diminishing. In the first two pieces, I used
metallic oil pastels in carefully selected areas, one small
area on each piece. I used a pale gold metallic manufactured by
Sennelier of Paris to define the reflected light on a sandy
patch of distant land across a body of water on the first view
done from a photo I had taken at Cape Cod (fig. 1). The second
piece, also from a Cape Cod photo, defined a rock jetty cutting
across the water in a strong diagonal (fig, 2). The rocks
themselves became unimportant while the composition and masses
of color became the focus. I chose a solid application of
copper metallic for the jetty. I also discovered the value of
high quality soft pastels on these first pieces. I found I
could only achieve the desired affect in the solid areas of
color, by using a very soft, buttery pastel, and, of course,
the colors had to be exacting. Schmincke pastels became the
preferred for the soft pastels, with their beautifully soft
consistency and an expansive palette which included many of the
grayed tones so important in these works.
12
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The third piece convinced me of the possibilities I was
discovering with this technique of combining oil metallics with
high-quality soft pastels (fig. 3). Forms became even more
simplified than before and the desired light shone in all its
sublime splendor. A chord of recognition was struck somewhere
within my soul.
The truth of God is too simple for the
seeker after complexity, looking for things
he cannot understand. The intellect creates
its own problems and then makes itself miserable
trying to solve them. Truth always expresses
itself with the greatest simplicity.
The lower two-thirds of this piece is an almost solid
mass of shimmering copper water with only slight suggestions of
waves. A tendency towards using long jagged, yet flowing lines
became apparent, an aesthetic which became more and more
prevalent and one which greatly intrigues me. I recognize these
lines in the work of Clifford Still and Martin Johnson Heade.
These lines are also represented by nature in the grain of
certain woods, such as oak, and in the patterns of many agates
^
Paul Twitchell, Shariyat-Ki-Sugmad (Minneapolis
ECKANKAR, 197D, P- 53-
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and other minerals. In this piece, the line presents itself in
the cloud edges and the large but subtle wave on the water. It
becomes very prominent in the next piece where the clouds
bisect the sky with these rambling lines on both edges, and
then, also, in the shore line below (fig. 4). In this piece, I
began layering various gold and copper metallics, searching for
yet more light. I broke the horizon line with the brief
suggestions of a setting sun, and allowed the foreground to
remain a solid mass of black-green, contrasted by the brilliant
gold water, made even more brilliant by this strong contrast.
I continued the sunset theme with the next piece, using a
similar palette (fig. 5). I raised the horizon line and let the
variety of water colors and textures predominate. This, I
believe, my most successful pastel, is a high contrast piece,
slightly larger than the others and quite alive with form
texture and that beautiful light, yet radiating a
transcendental sense of tranquility. On this piece, I applied a
dusting of bronze powder over a horizontal section of metallic
gold oil pastel in the water area, which resulted in a velvety
smooth stretch of glowing light and a greater variety of
surface textures.
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Fig. 4. Pastel
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Working on this piece was a true contemplation of nature.
Every line and color is the manifestation of a strong
connection between my subjective experience of form and a
recollection of nature's subtleties.
I departed from Cape Cod in the next two pieces. The
first, a view of the Department of Environmental Conservation's
pond in Avon, New York, via an apparently deeply imbedded
Oriental sensibility (fig. 6). What began as a winter hedgerow
beyond the water, became distant hills alive with alternate
passages of oil metallics and umber-toned soft pastels. The
pond became a solid rich mass of blue, lightly glazed with a
dusting of bronze powder, glimmering only when touched with
light from a specific direction related to the viewer. The
meandering white cloud above balances the diagonal patch of
snow-covered field in the foreground.
The second departure from Cape Cod, a view of Lake Placid
from atop Whiteface Mountain in the Adirondacks, recreates that
deep sense of awe felt when viewing a common subject from an
entirely different perspective (fig. 7). Is it a U-shaped
silvery lake or is it snow nestled in the valleys of a mountain
range, blue with majesty and
atmosphere? In this piece, I used
19
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a silver oil pastel only to define the shape and shimmer of the
lake.
My final view of the ocean shows the landscape clearly
stacked in three sections; a narrow, deep, emerald band of land
followed by a silver and gold expanse of water broken with only
a few thin lines to define waves, and topped with a pale sky
wearing a deep violet-gray-blue cloud pierced with a narrow
slice of copper setting sun (fig. 8). This piece, although
quite simply composed, resonates with abundant light.
Each pastel was mounted to an off-white piece of mat
board with four inch borders, and framed in simple metallic
colored metal frames, allowing the frames to compliment the
pastels without distracting from the work itself.
22
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My study of light in the landscape became somewhat more
complex in the oil paintings, at least in terms of paint
application. The canvases were stretched over two-inch thick
wooden foundations, and wrapped on the edges to allow a
continuation of the paintings on these edges rather than
encasing these large images in frames.
The first painting was done from a photo I had taken in
New York's southern tier while searching for the Appalachian
trail for a day's hike (fig. 9). At an early stage of the
painting (and one which was considered complete at the time)
there was a relatively thin layer of paint on the canvas, and,
true to the Luminist principle of stacking planes, five
distinct areas of contrasting color defined the foreground, a
golden field in the middle ground, a wooded area in the
receding middle ground, a low mountain range in the background
and a dark threatening sky.
I also began work on a vertical view from the Adirondacks
at this time, challenging the principle of horizontality used
by the Luminists in the search for light (fig. 10). This
painting also has clearly
defined areas of water, rock,
mountain and sky applied with a thin layer of paint. I
contemplated these two paintings at great length before
Ik
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Fig. 10. Oil
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realizing the light was no-where to be found in these two,
otherwise pleasing, landscapes. I allowed myself to completely
abandon the idea of a thin application of paint where the
artist's stroke was not visible, and I began using the palette
knife for thick applications of broken, high-keyed colors
allowing the original painting to act as an under-painting. I
avoided the use of metallic oil paints, choosing instead, to
experiment with a palette containing Naples yellow and ochres.
Edges became diffused and the light finally emerged from the
canvas. The textural application of paint, along with the
lower-keyed under-paintings set up a visual vibration,
activating the surface of the canvas.
An early pastel study became the subject of my next
painting, returning to a strong horizontal composition
predominantly of sky and water (fig. 11). The unusual abstract
patterns and colors of the stormy sky and its reflection in the
water attracted me. I continued with the thick application of
paint, however it was used more selectively in this piece.
Yellow was used sparingly, only to add shimmer here and there,
in the sky and water -
My final oil in this series is a departure from the
other oils, utilizing no photos for foundation but only memory
27
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(fig. 12). Titled Return From Geneva, it recollects the strong
vision on route 5 & 20 of a plowed, snow-covered sunlit field,
sitting on a slight hill under an intensely blue sky,
interrupted by heavy purple and pink clouds sitting on the
horizon. This is the only painting indicating human presence.
The plowed field should seem an intrusion of the natural
landscape, yet it doesn't. It somehow reflects a harmony, in
visual terms, which we can achieve with nature in our need to
utilize the richness of the earth for sustenance of our
physical being. This painting represents a complete integration
of the elements of sustenance for both the physical body
(agriculture) and the spirit (light). Its stark simplication of
form, solid mass in sky and clouds, heavy texture of the field
and shimmering light represent a culmination of the strongest
elements and principles in all the previous works in both oil
and pastel.
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My search for light in the landscape has provided me
with a rich foundation upon which I am continuing to build. I
have gained a deeper understanding of myself and the motivating
forces in my art, along with an enhanced appreciation of the
subtleties of nature and the subtleties of light light of
the land and that unspeakable yet ever-present light of the
soul, which illuminates every vision of clarity.
31
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